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FOREWORD 


JOHN LASSITER 


Making an animated film takes at least four to five years—sometimes longer—so at Pixar we never 
make a movie unless we’ve come up with a really great idea, one we re excited to work on every day 
for all those years. 


Wove always loved tin: characters and world of Caw, The world of living 
cars is so rich with ideas and so fun to explore that once you immerse your¬ 
self in it, there's always a part of you that keeps seeing the regular world 
from that perspective. And when we thought about all the changes that 
have taken place in racing since the first, mode came out, over a decade 
ago, we couldn’t hi dp but wonder how Lightning McQueen would be 
affected by them, What happens when a racer like McQueen goes from 
being a hotshot rookie Lo becoming a veteran of the sport? How would he 
handle the change that takes place when a new generation of young racers 
conies onto the scene? 

More than either of the films that came before it. Cars 3 is about rac¬ 
ing—about the arc of the spoil, and the arc of a racer’s career. Brian Fee, 
the director of Cars 3, worked with me on both the first Cars and Cars 2 . 


He has a great sense of story and character, and a deep understanding of 
the Cars world that made him the perfect person to direct this film. He 
and his fantastic team have made an exciting, funny, and soulful movie 
about Lightning McQueen’s emotional journey, his history, and his future 
in racing. 

As someone who loves both doing research on a subject to see where 
things have been, and looking to the horizon to see where things are going, 
1 love that the movie's story stretches from the gritty pioneers of the spoil 
m Thomasville to the next-gen racers and the spectacular modern race 
track in Florida, Watching the film's amazing artists handle both ends of 
the spectrum, and everything in between, with such authenticity and skill 
was a truly special experience. 
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PREFACE 

BRIAN FEE 


My earliest childhood memories revolve around drawing. From copying the characters during 
Saturday morning cartoons, to reenacting (on paper) the scenes from the latest Sci Fi films, draw¬ 
ing and painting have always been a huge part of my life. After I entered the professional world, 1 
thought I’d find the time to keep my love of art going, but the older I got, the busier life became and 
the time for my personal art started to slip away. 


A few years ago I noticed my young daughters beginning to look at pic¬ 
tures the way 1 had when I was their age, wondering, how were these 
made? So one Saturday I set up one of their dolly as a still life and did a 
little painting demonstration. Doing my best to keep it interesting and 
appropriate for their short attention spans, I walked through sketching 
the doll's basic shapes, observing different colors in light and shadow, mix¬ 
ing colors.,.but before tong, they became bored and ran off to play. For 
a moment I considered packing it in, but 1 thought that would send the 
wrong message, so .1 stuck it out tor a few more hours. In the end though, 
I felt defeated. My children didn’t care. I’d spent the afternoon painting a. 
portrait of a doll, for nothing. If only I could go back in Lime, and use those 
precious hours working on any one of the many art projects I no longer 
had time for. 

About a week later, I came across a drawing my older daughter had I ell in 
her room. I pulled it out Lo get a better look and will never forget what I 
saw. She had set up a still life of one of her stuffed animals and had care¬ 
fully drawn its portrait. As small as it may seem, discovering that drawing 


is a moment Til remember for the rest of my life. Not only had she been 
paying attention that afternoon, she had even been inspired to take the 
time and sit down and have an experience of her own. Seeing that was 
more rewarding, more special for me than painting a hundred projects 
for myself. 

That moment was my'touch stone while making Cars At I'd gone into that 
painting lesson thinking I was going Lo help my daughters learn some- 
thing, hut instead, 1 was the one that had the life-changing lesson. I got. to 
experience first hand that the mentor gains just as much, if not more than 
the mentee. 

During the production of Cars 3 ,1 was the one learning from the creative 
and talented crew. Everyday was like taking a master class and it's been 
the biggest privilege of my career i ain excited and honored to share in 
these pages a sampling of the many thousands of beautiful drawings and 
paintings created for the film. I hope they will inspire future generations 
of filmmakers Lo come. 
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INTRODUCTION 

Bill GONE & JAY SHUSTER, PRODUCTION DESIGNERS 


When approaching a sequel from a design perspective there is a variety of issues and questions one 
needs to address. First, what is the nature of the world that has already been established, and further¬ 
more, can it evolve and expand (both for the designer and the audience) in a meaningful and enter¬ 


taining way? In addition, where is the story taking us this time? What journey, both physical and 


metaphorical, must be researched and pondered in order to build a world that satisfies and enhances 


the narrative? 


These were the sort of thoughts that occupied me in 2012, when I was 
asked to co-design Cars 3 with Jay Shuster, As veterans of the franchise, 
we knew where we had already been, and were curious what opportunities 
to push the envelope this film would offer. In the early stages we explored 
the potential of SoCal culture, incorporating car-sized skateboard parks, 
automotive high-fashion expressed through wrap jobs, cosmetic body 
work, custom wheels and tires, and the appearance of “celebrity car's” at 
swank parties in the I Tollywood Bills. This world was contrasted with the 
stark minimalism of a dry lake bed in the desert where cars raced for the 
sheer joy of speed. 


Over time, the story’s focus shifted from one of identity theft, mingled 
with a budding mentorship story, into a more specific talc about an aging, 
mid-career athlete (Lightning McQueen) struggling to make a comeback 
from a crash after suffering through a series of losses to a younger genera¬ 
tion of racers. The mentorship theme also came into focus as a key ele¬ 
ment, aligning McQueen’s path with that of Doc Hudson’s in the first film. 

The location shifted to the South eastern United States, with more than a 
nod toward the origins of NASCAR in the rural South, where the best driv¬ 
ers and mechanics at the dawn of stock car racing were gainfully employed 





in the transportation of moonshine. In February of 2015, a group of us 
made a trip to Florida to watch the Daytona 500, which opens the rac¬ 
ing season. The day following the race, Jay and i flew to Atlanta, rented 
a white Camaro, and set off on a three-day journey that took us through 
the mountains of North Georgia to Asheville, North Carolina, then cast to 
Charlotte, where we visited several racing facilities, including a state of the 
art wind tunnel, Along the way, while stopping to eat and take pictures, we 
met and spoke with a variety of folks whose humor and character helped 
us get a sense of how people are at home in that part of the world. 


Prior to the trip. Id made extensive use of Google Earth, dropping down 
onto country roads all over Georgia, examining terrain and architecture, 
even planning some of our routes to visit specific spots Id located. It turned 
out that most of the Google Earth Street View places T looked at were shot 


in the summer and fall! North Georgia in February is a rather different 


world, with dense bare trees lining the roads and hills, and even, though 
the elevations are not very high, snow covered much of the ridge lines, and 
icicles lined the steep, rocky gaps of the mountains we passed through. 


The moody winter landscape we unexpectedly encountered offered an 
effective visual foundation for our main character, pondering liis future 
viability. It also opened the door for reimagining Radiator Springs in a sea¬ 
son other than perennial summer, with snow dusting the rim of the valley, 
and cloud shadows passing over. Letting go of preconceptions about place, 
and listening to what nature is offering up were just some of the lessons 
learned, and opportunities taken, in the course of designing for this film. 

-BILL OUNE. PmtfircTionDesigner 
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Planned obsolescence. I grew up hearing these words frequently. Uttered by folks irate because their 


car was falling apart—the phrase was a catchall to express and shake a fist at the mythic (or is it?) 
conspiracy manufacturers employed to sell a new model annually. Centric to the story of Cars 3 is a 


theme of unplanned obsolescence. That is to say McQueen didn’t see it coming—until the day a sleek 
new breed of Piston Cup racer arrived at the track and ate McQueen’s lunch. 


flunk back IQ years to McQueens rookie season; He was the vehicle of 
change. His custom paint and curvaceous aerodynamics shown brightly 
against a backdrop of beleaguered and outdated angular racers. Before the 
flag even dropped McQueen knew he was the one to beat, Swagger begot 
swagger. Winning begot winning. No one stopped him—until Radiator 
Springs stopped him in his tracks. 

Flash forward IQ years and seven Piston Cup Championships later, grati¬ 
fied with good friends and his ego at rest—he now faces the same threat of 
extinction his aging competition once did. Despite his drive and focus on 
that checkered flag, McQueen cannot deny the effects of time and wear on 
his underpinnings. And then came the next season of rookie talent bring¬ 
ing with them new and improved ways to deliver power to the track. The 
friction I ess and lightweight components run by these upstarts shave mil¬ 
liseconds off the lap time. And that’s only below the body shell—imagine 
if Piston Cup were to approve the next generation of body styles for Llie 
2017 season. Enter the menacing low and stealthy lines of a racer named 
Jackson Storm, 


We start every design you see on the screen with a deep dive and thorough 
research pass on every character in the script. Half the fun of creating 
these characters is taking parts of different ears we love and combining 
them into a single, cohesive character. Storm was no exception: We spent 
years refining his character and form. He was born in the story room with 
an ego and mile-high rear spoiler to match. lie was immediately cross- 
mg the line of logic for anyone familiar, in the least, with American stock 
car racing. Of course racing in our car’s world, from the get go, has been 
untethered by the rules and regulations of real-world racing. We raced a 
197 G Plymouth Superbird against McQueen against a current Formula 
One racer and Le Mans LMP car. The rules arc wide-open in our animated 
world, though I still wanted to give Storm a soul rooted in an alternate 
stock car universe. In doing so it was impossible to ignore the influence 
of hyper-sports car designs prevalent the world over. Storm’s design had 
to be a hybrid of pushed and refined forms unlike any we've seen compete 
in a Piston Cup race before 1 . Most importantly. Storm had to he a living,, 
breathing contradiction to everything McQueen is. 


13 




BILL CDilE AND m SUDSIER Research photos 
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As part of our research, we pick the brains of the professionals to make 
sure we re on the right track. Kicking off our research into all things 
NAS CAR, a group of us flew down to Daytona Beach for the 500.1 had the 


opportunity to ask NASCAR legend* Ray Evernham, about his ideas about 
the future look and build of NASCAR racers* I pulled out a few Next- 
Gen racer sketches seeking even a hint of approval from this veteran crew 


chief and all-around gear he ad. This guy knows his race cars. He glanced 
through the sketches quickly, sighed, and said something to the effect of, 
fd race that if I could 1 It was all the confirmation I needed! 


HTl 


Like the reliable family hauler you trust will get you across town every 
time, the movies we work on can experience surprises and breakdowns. 
But like my dad who’s kept a variety of Chevrolet Corvairs running like 
new for decades, people persist when they have passion for their craft; 
their love for creating keeps the throttle down and the rubber on the road. 
It is with this same passion that we present the Art of Cars 3: Consider it 
an owner’s manual for your newest joyride. 

-jay SHUSTER, Pro ductia n Designer 
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SCQTT MORSE Pen 


Building fictional stories always starts with observing the real world a round yon. 
Analyzing what makes something authentic helps breathe life into the characters 
you’re crafting* We began to dig deep into the rich history and roots of the racing 
world on our research trip to North Carolina. Mv sketchbook came out any time 
we began to feel the wonder 01 a new .setting or the emotion in a conversation. We 
had no way of being sure in the moment* but these were the seeds of our story* 

On our research trip to Charlotte* North Carolina, we were honored to have din¬ 
ner with legendary racer champ Richard Petty* Things got interesting when he 
noticed Fd done a quick caricature of him; He quickly signed it, then proceeded 
to do a caricature of me! 

-SCOTT MOUSE, SlOrYSupervisor 
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SCOTT MOUSE Pencil 
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Our films hinge on the strength of our stories. The 
story team draws that strength from many direc¬ 
tions as we craft plot points and dig deep for genuine, 
unique personal experiences to inject into our charac¬ 
ters. The team takes all of these ingredients and brings 
them to life in sequential images. We strive for a coher¬ 
ence and economy in our story drawings that, when 
brought together, evoke emotional movie moments if 
we’ve done our job right. The trick is, we rarely get it 
right at the beginning of the process. Sequences are 
rewritten and redrawn in the story phase many times 
over the course of filmmaking. With each pass we task 
ourselves with “thinking twice and drawing once,” and 
we try to remind ourselves how best to capture clar¬ 
ity and charm in our drawings. We fail constantly and 
remind ourselves to look at these traps we fall into as 
opportunities to learn and become better at what we 
do. In the end, the film is stronger because we chal¬ 
lenge ourselves along the way. 

-SCOTT MORSE, Story Supervisor 
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SCOTT MORSE Storyboards 
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ACT ONE 










JP VINE, SCOTT MORSE, AND TONY ROSEN AST Storyboards; (opposite] JP VINE Storyboards 
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CHAMP MCQUEEN 


The film opens with an exuberant burst of 
racing, reintroducing McQueen at the top of 
his game. The goal was to immerse the audi¬ 
ence in the excitement of racing and show 
the camaraderie between racers* It can be 
bewildering to know how to begin, but hav¬ 
ing a temporary piece of music helps set the 
tempo. Then Til thumbnail, usually discard¬ 
ing tons of shots until it starts to flow and 
build in the right way. 

It’s a blast to work on fast racing scenes, try¬ 
ing to place the camera and the viewer in the 
thick of the action. A lot of artists worked 
together on this* building on and pushing the 
sequence each Lime. It’s this collaborative 
process that 1 love. 

-JP VINE. SiorvArtisr 



























































JP VINE AND JOHN HOFFMAN Storyboards; (opposite) JP VINE Storyboards 
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CATHERINE KELLY DigirclFender (oppositelap] NOAH KLDGEK Bigiial loppasirs borrcni) CRAIG FOSTER Digiral 








































































































(opposite, lop ru'.v) GRANT ALEXANDER Oiglial: 

(opposite, bottorti GARRET TAVLOR Digital; 

(above] MY SHUSTER Digital; 

(above Fa* rigid JP VIRE AND SCOTT MORSE SlLryj-aard 
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STORM 


































trap) J MAYS Digital; (above) JAY SHUSTER Digital; 

(right)JAY SHUSTER Digital; (opposite) JAY SHUSTFR Digital 
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JAY SHUSTER Digital; 

{uppnsire top) JAY SHUSTER Pencil and marker {Dppmire bononi] JOT SHUSTER Digital 
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At every turn in the design and model-building of Storm 
we held McQueen up for comparison. Every aspect of 
Storm needed to dash with McQueen in an extreme way. 
Razor-edge creases vs. voluptuous curves. Low slammed 
profile vs, upright posture. Storm needed to be McQueen*s 
contradiction* 

I wanted to give Storm a soul rooted in an alternate stock 
car universe* I also love the concept of a “Flying Brick”—a 
traditional stock car look that betrays its high-performance 
with rigid lines and severe forms. Storm has a massive sur¬ 
face area to plaster his own brash mega-brand onto, paired 
with forms you'd only see on more extraordinary super-cars* 

-JAV SHUSTER, Producfion Designer 
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JOHN HOFFMAN, SAM HOOD. AMD SCOT! MORSE Slorybaanls;(opposite) SAM HOOD AND SCOTT MORSE Sldryhoards 
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M F R D N I 


The? arrival of SLcirm and the Next-Gens signals ;i big change 
in McQueen’s world* He has never had this many consecu¬ 
tive losses in his entire career, and Storm won't let him for¬ 
get it. For the first time in his career McQueen is no longer 
the youngest and Fastest guy on the truck. He now has to deal 
with a new group of younger, faster racers, and Storm is the 
face of this new generation. Storm and the Next-Gen racers 
signal not only the end to McQueen’s racing dominance, but 
also the end to his entire racing world. 

-JOHN HOFFMAN, Slurv Artist 





































































































Jackson Storm, as the film’s antagonist, is in 
many ways the opposite of Lightning McQueen, 
We wanted the graphics to emphasize the differ¬ 
ence between these two characters, as this dif 
fere nee is a theme throughout the him. Where 
McQueen’s brighl red and warm ye I low accents 
are a. reflection of his personality, the dark grey 
and cool bine accents on Storm reflect the darker 
disposition of his character. 

The first step in the graphic design process was 
to generate logo ideas for Combustr; Liquid 
Adrenaline, our fictional sponsor (which later 
became IGNTR.) The concept of combustion led 
us to think of explosions, and we experimented 
with exploding words and letters« As we started 
to simplify the design, it morphed into the shape 
of a throwing star, which, when further simpli¬ 
fied, started to look like the tropical storm symbol 
used in weather forecasting. 

This storm symbol was perfect in many ways. Ti 
represented our characters name and also hap¬ 
pened to double as Storm’s initial. We developed 
the shape to share the sharp angles found in his 
character design. This loo stands in juxtaposition 
to the round curves of McQueen and amplifies the 
difference between the two characters. 

The symbol is to Storm what l.he lightning 
bolt is to McQueen: an icon that is instantly 
recognizable, and an insight into the character's 
true persona, 

-jiiskhdlisclmW. eraoiicftitisr 










free lei) JOSH HDLTSCLAW Digital; (top rvgtvt) JAY SHUSTER Marker isjiiorr letll JOSH HUUSCLAW DM {Mm right] JOSH HU IT SC LAV* Digital; 
[opposite) JDSH H0LT8CLAW Marker 
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Shewing by lAURA PHILLIPS AND GEORGE NGUYEN. Graphics by JOSH HOLISM, Model tsv JAY SHUSTEH AND ANDREW SCHMIDT, Digiial 
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(lOPIM) JIlY SHUSTEfl Digital; (middle) JAY SHUSTER Marker and pencil; Mm] Design liy JAY SHUSTER. Mndel by IAN SIEPLDWSICI. Graphics by JOSH HBITSCLAW, Shading by LAURA PHILLIPS: 
(oDDOEiie 1QD from leftTn Tiqhi) JAY SHUSTER Marker. BOB PAUIEY Mariner, JAY SHUSTER Marker: (opposite traiiom) BOB PAULEY Msrker 
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We really wanted to reinforce that 10 years 
have passed since we last saw our original rac¬ 
ers, Brands* logos, and paint .fobs have caught 
up to McQueen, and he is no longer the flashy 
young rookie* So w6 tried to make them live in 
the same world* McQueen fitting into a field 
of peers. 

To create the juxtaposition between McQueen 
and the Next-Gen Racers* we played against 
Lightning’s bright, flashy paint job making 
them more subdued while adding a lot of detail 
to the application of their paint* Subtle pat¬ 
terns and textures its opposed to garish spon¬ 
sors of the old gens. With this approach, we 
hoped to convey a sense that the race world 
bus moved beyond Lightning McQueen* 

-CRAIG FOSTER, Grams An Dteiar 
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JAY SHUSTER. I MAYS Digital 
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(topletl) M SHUSTER Digital; {top riglrtl GARRETT TAYLOR Oigiiai; (buttuii] JM SHUSTER AND GARRETT TAYLOR Digital 
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JOHN HOFFMAN. BRIAN III, SCOT! MORSE Stoflftoards; (Opposite) JOHN HOFFMAN, BRIAN FEE. SCOTT MORSE. SAM HOOD Shards 
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CRASH 


For* McQueen's Crash,, we wanted to 
evoke a very viscera] reaction from 
the audience* We studied a lot. of rac¬ 
ing crash footage, and tried to create a 
moment more irate rise than the King's 
Crash iii Cars. Sometimes you need to 
beat your heroes up in order to give 
them somewhere to go. The crash is 
us giving McQueen somewhere to go. 
The crash is the end result of Storm's 
arrival, and McQueen pushing himself 
bevond the limit. 
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-JOHN HUFFMAN, Sfnrv Arttsi 


































































































BILL CDKE Digi.ral 
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flam KRISTIAN N0RE1IUS Digilal: (above) BILL CONE Diglial 
































































Back in 2001, when Jay Shuster came on board 
to help design Cars t one of the first things we 
threw at him was to design a pay phone for large 
mechanical creatures with no hands. That scene 
was cut from the story, but IS years later, on 
Cars 3 t a pay phone in Radiator Springs w T as 
in. By this time, a public phone was a vanish¬ 
ing relic in America, and in an era of cellphones 
with video, wc decided to reverse engineer 
much of that current technology into a vintage 
package, as if the “videophone of the future” had 
been produced in the 1960s, and 45 years later, 
a functional specimen was still in use at Flo’s 
V-8 Cafe. 


A perceptive viewer of this franchise will note 
that many devices arc operated with a but¬ 
ton, a lever, or happen offscreen, so that the 
characters don’t reveal their relative inability 
to operate most, devices that humans take lor 
granted- in the case of the telephone, the con¬ 
tent of what they’re saying is usually far more 
important than explaining how they would dial, 
let alone pay for a phone call, so the designer is 
a bit off the hook, even though we have worked 
out solutions for it. To try and maintain recog¬ 
nizable form and behavior for objects common 
to our world, yet make it seem plausible that a 
car could operate it is the primary goal, all the 
while suppressing the viewer’s curiosity about 
how they might physically accomplish it. These 
sorts of challenges are actually part of the fun of 
designing for this odd, parallel universe, 

™SIL1 GONE, PraducSinii Designer 
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(left column) JAY SHUSTER fen aid marker; (middle column] BILL CONE Oigirai: 

Irigtil to luma! SILL GONE Diglial; (opposite) JAt SHUSTER Pen and marker 
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(fop!ell] PAUL ABADIUA Dioirsl;(centerleft) BILL COKE Ml; 

I boric m loir) PAUL ABADILLA Digital (lap rlghl] JENNIFER CHAKG Gigiral; (cenier right] JENNIFER CHANG Digital; 
[bnllinn right] PAUL AML LA Digital;(ODDMite)DEBQRAHI COLEMAN Digiralplioiograph 
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NOAH mm Digital 
























ACT TWO 



The Rusl-Exe Racing Center started oi.it as a riff 
on the GM Tech Center of the 50 *s, where co- 
production designer Jay Shusters father once 
worked, and then evolved into a somewhat 'car- 
died 1 structure with a wheel and a track motif. 
We then explored the idea of using a stadium, or 
a grandstand form, like what would be seen at a 
racetrack, to expand the vocabulary of the Clar¬ 
ification of this world to include non-car shaped 
forms that would nonetheless be familiar to cars. 

In addition, the grandstand motif had an under¬ 
lying theme to it.. By entering the building, 
McQueen was symbolically exiting a racetrack, 
fulfilling Sterling’s plan to retire McQueen and 
give the number 95 to a younger racer* 

-BILL CD ML Produclion Designer 
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GARRETT TAYLOR Ml; ioppasiTG lop raw) GARRETT TAYLOR Digital; {opposite bottf in] Design by KYLE MACNADGHTDN. 
Mnrlfil by STEVE KARSKI AND !Y0 KD& r Moby THOMAS JORDAN Digital 
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:rcp) mi MACKAUGHTON Digilal; M\m \GARRETT TAYLOR Digitil; (right) KYLE MACHAUGHIOM D.Qiral 
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(lop] j May! Ml; (middle left] JAT SHUSTER Dliiral; (middle rig hr) BARRETTTJLYLOH DiQiial 
(bottom] Design by BARRETT III LOR, Model by ANDREW SCHMIDT 
l03i:osite) BARRETT TATI DR Digital 
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REJ BOURDAGES S TONY RD5FNAST Stotfraanls; (ripht) GARRET TftYLOB DtgiFal 


Going into the training center needed to work on two 
levels. First, it needed to be an impressive monument to 
Lightning McQueen as a racing superstar, with trophies, 
banners, and memorabilia greeting us as we entered. 
Second, the training center needed to connect personally 
with Lightning as a more intimate collection of memen¬ 
tos curated by a real fan: Sterling, I love that there is an 
emotional collection of intimate souvenirs and personal 
moments highlighting McQ Lie erf's rise through the rac¬ 
ing world. There is little we “know," as an audience, of 
Lightning’s past. This scene enabled us to catch a glimpse 
of McQueen’s beginnings and rise to fame. 

-REJ BOHR OASES, Sfory flrlisl 
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We had a tricky task in developing Cruz. While we knew we 
needed the character to be charming, entertaining, and quirky, 
we were also wary of how she could steal McQueen’s thunder♦ 
Supporting characters need to “support" the main character, 
so we put a keen eye to having Cruz contrast against. McQueen 
in ways that would help shine a light on McQueens goals and 
stakes in the story, She wears a “mask* of over-exuberance as a 
personal trainer, but that mask covers the insecurities she hides 
inside—insecurities that serve as a layer of McQueen’s story. 

-SCOFI MOUSE, Story Supervisor 
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Design by BOB PAULEY. Model Hv ANDREW SCHV.'DI 

[oppose tup) BOB PAULEY Digital: (opposite borTTom left) Design k, BQB Pr.ULtV, Model by AKDREW liGHhllOT: [appassiht borrDin 
Miner) Design bv BOB PAULEY, Scuipi bv JERUMF RAMFT: (apposiie fauttiim rlgtif) BOB PAULEY Digital 





















































Cruz’s design process spanned the length of the proj¬ 
ect* Her design was in full swing as her character 
was still evolving; she moved forward in art as story 
was figuring out who she was. It was like a race, her 
design and nature were both merging into who she 
is. We knew she was a young, modern* domestic per¬ 
formance car, strong, and fast looking, and it had to 
be believable that she could race with McQueen, 
Storm, and the Next-Gen Piston Cup racers. Aiming 
for a sleek and powerful form with some curves, our 
goal was a strong, cool-looking character, but not to 
make it too obvious her desire to race. A fastback 
design fit the nature of her role and a slight echo 
of McQueen. The main goal was to he an appealing 
and believable car design or, 5ri other words, cool 
enough to share the screen with McQueen. Late in 
the movie she is outfitted for the race track with the 
addition of the aero skirts* a wing, racing wheels, 
and race graphics, all needed to Feel right on her anil 
be technically badass. 

Cruz wasn’t designed and built, it was a collabora¬ 
tive, evolving design process, resolved in both clay 
and on the computer* Even as the design was fin¬ 
ished* her character in the film was being tweaked 
and in turn influenced some additional dialing in of 
her look* 

Cruz’s design was a good challenge with a fun team. 
Some designs are adventures: You can get a little 
lost and unsure where you are going. There is no 
map, so you just have to have faith in the process, 
trust everyone and keep rolling forward. Just like 
driving on a big trip, occasionally you are not aware 
where you are* but then you see the signs that you're 
on track and you pick up speed and the ride gets fun 
again, Cruz was like a big road trip. 

—BOB PAULEy, Add itianal Character Art Direction 
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(TOP left] Designs BOB PAU LET, Sculpi by JEROME RAHET; (rap rigitir J BOB PAULEY Pencil; (boirom) JAY SHUSTER Digital; 
(opposite) Design by BOB PAULEY, Mi del by ANDREW SCHMIDT 



























































































JF Till, HEJ GOURD AiES. CHRISTIAN HOMAN Srorvboards. (oppasire) JP VINE HEJ BDUHDM.BIE, MICHAEL TATES, BHHISTIAM ROMAN Siorvhnards 

































































































































































MEETING CRUZ 


We usually explore many roads when we’re 
developing our characters (pun in Cruz was no 
exception). For a brief period she was even a dif¬ 
ferent gender* Initially, Cruz was a fellow race 
car, who McQueen meets at Sterling’s racing 
facility. She was young, cocky, headstrong—a 
very fast racer, not unlike McQueen was in the 
first Cars movie. We thought it would be interest¬ 
ing to pair McQueen off with a younger version 
of himself, allowing him to play into the frustra¬ 
tion that Doc Hudson felt dealing with a brash, 
confident, and headstrong character. We soon 
found that this version of Cruz got in the way 
of a comeback story and was territory we had 
already done in the first movie- Cruz Felt more 
interesting the more we gave her opposing traits. 
She slowly evolved into an awkward, unconven¬ 
tional trainer, a perfect foil for McQueen, who 
secretly has dreams to be a racer, but lacks con¬ 
fidence, We found the more of an odd couple we 
made them, the more entertainment and conflict 
we could have with them. 


-BEIBOURDAGES, STarv Arrisi 
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latove) MICHAEL YATES A FID JCHN HOFFMAN Storyboards; (loll) BILL COME Qigirril 


The beach sequence is the first, time McQueen and Cruz race one 
another. It’s also the first time we see the characters in a natural envi¬ 
ronment- The beach set has so much historical significance to the rac¬ 
ing world. 1 wanted to really highlight that in the way the sequence is 
shot. Lots of wide* expansive shots that emphasize the horizon line 
and contrast between the compact spaces within the Rust-ezo Racing 
Center, T tried to treat the beach—specifically the bridge—as a pas¬ 
sive, but ever-present character that is pressing down on McQueen. 

“MIKE yateb. Glory* 
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The old footage of Doc racing on the beach establishes a key element 
of Doc’s back story to the audience, and also relives the early days 
of the ‘beach and road’ course in Florida that eventually led to the 
modern racetrack on the beach that we set 1 in the third act* 


Be 


—BILL GOWE Production Designer 














































iropMi'iH KLOGEK Digital; lab^e) MICHAEL YATCS AKB JOHN HOFFMAN STar^baards:4oppD3irc! PAUL MDILLA Diylial 
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CRAZY 8'S 
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(top) BUT BERN Spray Paint: (Mm IsM) BRE6 PE1TZ Phprogrspfiv: (toirgn rig hi) PAH IIAQILU Digital; 
(leM) BILL BONE JAY SKIISTER Digital 
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1.1 Dp) BOB PAULEY Marker: iliunum left) BLIIJ PAULEY Digital: (Mm right) JAY SHUSTEH Drawnrar onatiunhim to!. phalograpli liy DEBDLE COLEMAN 
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(tap now IbM la right) DANIEL HOLLAND Digital GAIDETT TAYLOR Digital BRANT ALEXANDER Digirul LARON DEAMEU Digiial; (second m left to tight) BOB PAULEY pencil and market, DANIEL lOlLIID Digital GARRETT IRYLOt Digital, 

BOB PAULEY pencil and marker, DANIEL HOLLAND Digital BOB PAULEY pencil end marker, IASBN DEAMEU Digital; (bom raw left 1.5 right) DANIEL HOLLAND Digital DANIEL HOLLAND Digital, J AS UN DEAMER Digital BOD PAULEY pencil and market 
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(above) JOHN HOFFMAN Sfarvtearts; 
(Eir; BILL CONE Digital 
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JOSH HOLTS I! UW Dplal 





BARGAIN GARAGE 
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(top ruw) MATT NDLTE Pend]; (above) Design !iy BQU PAULEY. Model Ly SAL MLLLUSO 
(right) JO H N lEE Digital; (opposite) MAT! NO LIE Pencil 3mJ marker 
















































(IBM) MATT MfllT£ pencil and markar, (right] Medal by SAL MEUIBIO, Shading by LAURA PHILLIPS, 
(above] GRANT ALEXANDER Digital, (opposite) MATT NOLTE pencil 
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trap) PAUL ABADILLA Digiial. (batram) PAUL ABA DILL A Bilial 
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In our research, we wandered the back roads of North Carolina in search of authen¬ 
ticity and truth in the roots of racing* Our road gave way to the beautiful ruins of 
the Occoneechee Speedway, one of NAS CAR* s first two tracks in their inaugural 
1949 season, and the North Wilkes boro Speedway—both abandoned, but tilled 
with wonder. These would serve as the perfect jumping-off point in developing t he 
aes th otic fit” Doc Hudson’s home track. We wanted to evoke the feeling of old high 
school football games long forgotten, the “spirit of the game** still alive in every 
fallen brick and weathered board. 

-scan MORSE, Story Supervisnr 
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Design ov PAUL ABADILIA, ModelbylVO KOS; (onnosiie) GARRETT TAYlOft OigimE 
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SCOTT MOOSE, XAVIER RIFFAULT, REJ RDUHDABIS UNO MICHAEL DALIT Storyboards 

JP VINE REJ I DU H BAD EE, CHRISTIAN ROMAN Stcrvbaards, (dpodsFIe) JP VINE, REJ ROURDAEES MDCHAEI TATES, CHRISTIAN ROMAN Storyboards 

























































































































































































































































































































IT’S OVER 


As often happens after a few screening, changes 
can he called on existing sequences to reflect 
new dialigue in the script. Having the benefit of 
strongly, established staging great design, and 
the ability to lean on the voice actor's past per- 
formancea for their emotional range, frees you to 
dedicate more time and effort in the drawing and 
acting of the scene. Everything from rhe previous 
versions that still works will remain, while you 
can enjoy posing out the subtleties of your char¬ 
acter's moment, as you would imagine them going 
through their own conflicts. The reward is 
to see your boards cut with the final dialogue, and 
how close your acting comes to match and support 
the actor's choices. 
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XAVIER RIFFJUILT, Story Msl 






















































































































































































LEGENDS 


































JOHN 1EI Digital 
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Designing our Legends brought on challenges that 
were different from our contemporary characters, 
because they were inspired by both vehicles arid real 
life personalities* 

Hours of research into the roots of stock car racing 
and its heroes was a big part of the design process. 
The goal was to make our Legends fit into the world 
of Cars* while at. the same time staying true to the 
pioneers of this sport. 

-JOHN LEE, CHaracrerArrisr 


As the story of Cars o developed, we knew there 
would be a moment that Lightning McQueen might 
meet some of Doc’s racing contemporaries. These 
Legends were the friends and competitors of the 
Hudson Hornet in the early ’50s, in the pioneering 
days of stock car racing. This gave us the oppor¬ 
tunity to pay homage to some of the real legends 
of NASCAR; Louise Smith (Louis Nash), “the first, 
lady of racing,” known for her fearless style on the 
track. Wendell Scott (River Scott), the first African 
American racer in NASCAR and the first to win in the 
Grand National Series, and! Junior Johnson (Junior 
Moon), who is a legend in racing for his 50 NASCAR 
wins, known for his tenacity both on and off the 
track. We actually met Junior on one of our research 
trips to North Carolina and just knew that he had to 
be a part of the Legends group♦ 

Additionall y, we needed a crew chief for Doc, (based 
on Smokey Yu nick) and I immediately thought of the 
Hudson pickup trucks made in the late ’40s. Luckily, 
the grille already had a bit of a mustache look, so it 
was a great starting point. 

—JftV WARD, Creative Director, Cars Franchise 



iza 
























































crop) JOHN LEE Digital: (lettering at center) LUISA LEAL Paint; [Far let!] JOHN LEE Pencil: 
(left and above} SCOTT MORSE Digital; (opposite) JAT SHI STEP Photography 
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FAST IN FREEDOM 
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Draw Hartal, Digital 
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THE LEGENDS 
OLD-SCHOOL TRAINING 


Every sports film has that moment where the 
protagonist(s) has to dig deeper than ever before 
and Old School Training is that moment in Cars 
3. Working on this sequence* I really wanted the 
audience to feel the struggle and discomfort of 
McQueen throughout* The rage and desire to win 
has never been more present in his life. Not only 
Is it a physically grueling endeavor, it's a mental 
one* The shedding of his wrap represents the 
shedding of his past tribulations and allows him 
to elevate his game. 

-MIKE YATES, SimHlffl 


When tackling this training montage, I knew that 
the cuts between shots would have to be rapid. 
Focusing on a clear silhouette for a quick read 
made these particular storyboards successful. 

-MIKE DALEY, Erory Artist 

before the Legend cars were In the movie, 
the team had a meeting away from the Pixar 
Studios to discuss the direction of the story. 
These kinds of ofl'-sites are typically held in 
very mundane locations like conference rooms. 
At this particular off-site, a Vintage Car rally 
that was progressing up the California coast 
had stopped outside the venue. Ironically, the 
seeds of the idea to include vintage NASCAR 
racers in the story began to grow at that 
meeting. 

—CHRIS ROMAN, Efciy Afllsl 



ChRETT SHELDREW. JOHN HOFFMAN, MICHAEL YATES Moanb: (DDDOEifB) BILL PHEW GARETT SHELDBEW- LOUIS GONZALES. MICHAEL DALEY. SCOTT MORSE Srorytcards 
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KRISTIAN NORELIUS Oigiial; (appQSils tup) Design tv KRISTIAN: NDRELIIIS, Shader pain ling by JENNIFER CHANG: 

[npiiDSiTebDltDin lefl) Design bv IfRISTIAN NORELIUS, Model by STEVE KARSKI; (opposite bdloniriHlil) JEROME RANfT Clay 


140 
































































































































141 




















































































Al the peak of" his training, McQueen finds himself' still 
unable to Cru/,, frustrated with the harsh reality that 
he can’t turn back the clock and that his career might be 
coming to a head, when Sinokey finds him, McQueen reveals 
liis fear i Vi Jtt he doesn't want his career to end like Doer's did. 
Srnokey helps McQueen come to realise that Doc’s career 
didn’t end with racing, but instead with something deeper 
and more meaningful: mentoring Lightning McQueen. 
Some! dries the world is trying to tell you something, and all 
you have to do is listen. 
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JP VINE, SCOTT MQfi.SE. TONY USENET Srorvbnanls 
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DELETED SCENE: THE 


NEW 95 


For Cruz, this is the first time she's been challenged in a real race, and it's overwhelming* ! 
wanted to show how a mentor can inspire someone when they 've almost given up. McQueen 
is that for Cruz. This moment is about how important his mentorship and friendship is to her, 
and how a veteran can inspire a rookie to believe in themselves and refuse to give up too easily* 

—LOUISE SMVTHE, Story Artist 


A wise woman once said that there are only two lasting bequests we earn hope to give our youth. 
One of these is roots, the other is wings* In this moment, McQueen has come to a similar real¬ 
ization. Through the development of their relationship, McQueen has given Cruz a connection 
to the roots of racing, and it is now that McQueen has come to a point where lie understands 
what it is he needs to do next; 1! ive her his number 95—i he wings that will allow her i o fly* 

—TDHTf RQSENA5T, StMY AlisT 


I n earlier versions of the story, this sequence was an angry confrontation between h frustrated 
McQueen, and a confused Cruz* Tt was especially tricky for me to stage two cars talking directly 


to one another and make it interesting. I tried to have McQueen dominate the space early and 
have the camera favor him, hut slowly bring the camera around and make the two cars more 
equal as 1 lie scene progressed* Finally ] brought the camera up above both of them to highlight 
how each of them were alone (in I bis version Sterling had fired McQueen and in protest Cruz 
had quit). This moment really brought the two cars together* where McQueen and Cruz finally 
understand and appreciate one another* 


-CHRIS fiflMAfi, SHJNtol 


The writing process takes us down many false paths as we find our way to the final film, in early 
versions, both Cruz and McQueen raced together in I he Florida 500* and in another version, 
depicted here* McQueen gifted Cruz his number 95 offscreen before arriving to Florida, going 
on to present her as an official racer to his Radiator Springs family. We eventually sensed we 
needed more tension in Act 111 and altered moments to play with more suspense, 

-SCOTT MORSE, Slap Supervisor 
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JP VINE, SCOTT MQfi.SE. TONY USENET Srorvbnanls 
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BAN HOLLAND Pencil 
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MIKE WU, MICHAEL WES, SAM HOOD, SCOTT MOUSE Storyboards: hHUOSiltl JP VINE, MIKE WU, MICHAEL YATES, SAM HOOD, SCOTT MORSE SHhvMs 
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DELETEO SCENE: 
MCQUEEN RETURNS 


The memory of Doc Hudson plays such an 
important role in the story. We knew, almost 
from the beginning, that, seeing McQueen in 
Doc*s paint scheme was something to chase. 
Bringing Doc back to life through his protege 
would help us feel the spirit of the old school 
speaking to a new generation. The idea of see 
ing Doc’s racing career finally come fid] cir¬ 
cle through McQueen held real power in our 
minds—like putting on your Dad’s old letter- 
man jacket, 

-SCQTTMQASh Sipry Sup^n'isar 
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FLORIDA SPEEDWAY RACE 


There have been multiple versions of this race: Cruz in the race, Cruz not 
in the race, McQueen wins, Cruz wins. Story is exploration, and if you do 
enough, von hopefully land on the right, idea. Cmz executing Doe’s move 
is the culmination of everything she and McQueen have learned over the 
cot use of the film. Also, it*s cool, McQueen may not win the race, but he 
docs find a deeper satisfaction through mentoring Cruz, 

-JOHN HOFFMAN, 3lory Arriar 
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JOHN HOFFMAN Storyboard. CopMe) KRISTIAN NQRELIUS Digital 
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A color script serves a variety of purposes during the course of a project* 
As it encompasses the entire film, the overall picture of color thinking 
can be referred to in one document, whether in development or produc¬ 
tion* Functioning initially as a testbed of visual ideas, and their potential 
dynamic relationship, it ideally evolves to become a stable road map of key 
color motifs that thematically, emotionally, and practically are tied to the 
narrative. In practice, it is often a perpetual work-in-progress, modified 
to reflect changes in the story, as warranted. This document helps guide 
the production of master lighting keys as production moves forward* 

—BILL GONE. ProdycNon Designer 






























0 U T T A K E S 


Most of our films take a few turns in 
story and design on the way to tine finish 
line, and this one was no exception. The 
first few years on this project we stud¬ 
ied locations in California, including dry 
lake beds, towns in the valley, and how 
aspects of Southern California culture, 
such as celebrity, Hollywood, and skate¬ 
boarding, could be adapted to a Cars- 
based world. 

"BILL CONE, Praducrion Designer 
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(top) Fainting by BIU CONE, Design tv BOB PAULEY; (dorrom re#} Bill CONF Qlgiial; 
lopposire)Bill CONE Digiial 


IE4 


































165 

















PANG 


The FaAu/ous 


JOSH HOLTSCLAW Digiial 
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It's not every day you win your 
first trophy• 


CRUZ 

hank you Mr. McQueen, but I think 
t's time I head back, to the 
ability * >***4 


MCQUEEN 


Hhat£ 


I'm sorry I couldn't tram you the 
way you needed, I really wanted to 
help, but I know now that I can't, 


L CRUZ 

' I wanted to help you get 
-Stronger, faster*** but I 
know now that I'm not the 
right one for the job* 
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440 SmoKey, 


She turns to go 


MCQUEEN 

Hey Cruz, we're clot 
I've been meaning to 
long time. It's some 
should see. 


Thanks 
up my 
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Cruz ponders this for a long beat. The pit road exit has 
arrived and...she doesn't take it! 

HCQ UEEN 

Woooo, there's the Maestro I know '1 
The Maestro of Motivation!! Now 
let's go get Jackson Storm!! 

CRUZ 

You'll be with me, old man? 

MCQUEEN 

Every lap! 

The green flag out - the two accelerate forward- 

Cut. With Storm - lAt 

STORM *S CREW CHIEF (G.S.) 

Do you see 'em? 

STORM 

Who? 

STORM'S CREW CHIEF (O.S.) 

McQueen and Cruz! 

STORM 
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Wh° a ' 


No! 


STORM'S CREW CHIEF 


Well check your £ear view mirror! 



Storm checks<Jiis mirrbr^and’ ie shocked to realize that 
McQueen and Cru!T~Ire Both drafting directly behind him! The 


order is Storm, McQueen, Cruz. 

STORM 


What?i 


Storm tries evasive maneuvers, veering back and forth 
McQueen and Cruz stay right behind him. 



MCQUEEN 

Like two June bugs on a □ 
night! Well, thr ee irtnahl* 
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/ I know* 

Smokey pauses, seriously considering it 
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MCQUEEN 
So? Will you? 


SMOKEY 
(reluctant) 

I'll give it a shot, 
protnrpe vouill aurv 


I can't 





























































































